









































III'WJ -l'~ft }亡、/:~I、術系 (t\'~~) r~ fi品H'





































































































































































































































































































































































































































































































































































































































































































































































(編 w音楽の認知心理学~ (Rita Aiello( ed.)， 1994， 




細川周平， 1990， W レコードの美学~，東京:勤草書房
ジェイムズ，マーティン， 1998， Wドラムンベース』




エディソンからビートルズまで~ CRoland Gelatt， 1977， 
The Fabulous Phonograph， 1877 -1977.， London: 
Macmillan.)石坂範一郎訳，東京:音楽之友社
貝山知弘， 1999， IWHAT is NAGAOKA?J，長岡(編)
1999， 6 -13頁










CJean-Jacques Nattiez， 1987， Musicologie Generale et 




ラドシー，)v一ドルフ・ E&ボイル， J.デー ヴ、イツド，
1985， W音楽行動の心理学~ CRudolf E. Radocy & J 
David Boyle， 1979， Psychological Foundations of Musical 
Behavior.， Springfield: Charles C. Thomas.)徳丸吉彦・藤
田芙美子・北川純子訳 東京:音楽之友社
Schae百er，Pierre， 1966， Traite des objets musicaux.， Paris: 
Editions du Seuil. 





サドナウ. D.. 1 ~)~);え「鍵慌をかける F 社会"'/X'によ
る現象γT的ジャズ・ピアノ人IIlU(David Sudnow， 1978、
増田 聡・谷口文和
時匂ysof the Hand: The Organization of Improvised 
Conduct.， Cambridge: Harvard University Press.)徳丸吉
彦・村田公一・卜田隆嗣訳，東京:新曜社
Thornton， Sarah， 1996， Club Cultures:・Music，Media and 
















































































The Multi圃layeredStructure of Musical Listening with Recording and 
Reproducing Technology: On Hi・fiMania and DJ Cultures. 
Satoshi MASUDA and Fumikazu TANIGUCHI 
Today， recording and reproducing technology is so essential that we cannot ignore its influences on our musical 
experience. However， itseems that many of us are stil obssessed with the idea that recorded music is only subsidery to“live" 
music. The pu中oseof this paper is to rethink musical listening with reproduction. 
Hi-fi maniacs have two ambivalent principles: that reproduced sound should be identical to its “source" ， and that they can 
make sound with their equipments as they feel favorable. Though， the privileged “source" never sounds without reproduction， so 
they can evaluate the fidelity of sounds only by imagination. On the other hand， when they assume that audio equipments 
“create" sounds， they cannot feel sure if they really listen to music. 
Sound systems for club music is designed with the principle same as the later type of hi-fi manias. But the audience feels 
the “aura" from reproduced music， because DJ s who mediate between records and them make the field where they listen to 
music authentic. Whi1e hi-fi maniacs who pursue imaginative “source" has been reproducing “10ss of aura" ， DJ cu1tures restore 
the aura. 
Thus， both musica1 practices of hi-fi maniacs and DJs use the same techn010gy， but bring di百erentmusica1 experiences. 
And here we can e1ucidate the multi-1ayered structure of musica1 1istening， where we di百erentlyimagine“what makes music" . 
